3 specificities. But we should also bear in mind the strong connection that Robert Stam and Ella Shohat make between postcolonial analysis and the Americas. 'If postcolonial theory did not come from America (that is, the United States), it did partially come from the Americas (that is, from the resistant thought of indigenous peoples and Afro-diasporic "minorities" in the Americas) ' (2012: 380) . Here, the reflection on their subjugated condition by both indigenous peoples and imported African Americans is seen as instrumental in forging the tools of postcolonial analysis.
In the contemporary context, however, 'postcolonial', when used of the USA, often has the extra connotation of 'neo-colonial'. The USA is criticized for behaving in ways similar to the European empires of the colonial period, using military force to acquire territory and resources, and to impose culture, with regards to neighbouring states in the past but also more recently in overseas locations like the Middle East. The contemporary context also troubles, and extends, the significance of 'postcolonialism' with an emphasis on 'globalization', which implicitly offers to flatten the potential political charge of the postcolonial by embracing all cultures in an unavoidable commercial and financial nexus. In what follows we shall try to explore both the various possibilities and liabilities of postcolonial analysis insofar as they are germane to the projects of the current volume. The topic is potentially huge and our treatment of it necessarily introductory, but we hope to point to the salient features of the contemporary critical context.
One of the liabilities is that it is not always clear what exactly is designated by 'the postcolonial' and related terms. Within academic discourse on postcolonialism, which is what chiefly concerns us here, there has been a widely recognized shift, over the last few decades, from a focus on economic and political structures to the analysis of cultural and discursive modes. This shift has been accompanied by a critique which holds that 4 postcolonialism, as an academic enterprise, has lost polemic edge or bite and has subsided into an abstractly theoretical discipline which is ineffective in countering the actual consequences of European activity in areas such as Africa (Olaniyan 2005) . A related critique claims that 'postcolonial' cannot usefully name anything, because it necessarily slips among several different categories of history and culture (Parry 1997) -this is the weakness of the overall observation with which we began this essay, that the postcolonial describes the experience of most of the globe. Despite these critiques, which deserve much more attention than we can afford in this context, we shall suggest that 'postcolonial' can still be a productive way in which to view the Americas' engagement with Greek drama, precisely because it brings with it attention to history, politics and culture. Only such a ramified category could attempt to approach such an extensive topic. In the context of receptions of Greek drama, postcolonial analysis can combine an attention to the strict binaries of hierarchical power, dominance and exploitation, which typically structure the colonial society and have lasting repercussions for the social formations that succeed it, with the issues of cultural transmission, hybridity, multiple and migratory identity, and voice, which tend to undermine binaries and question over-simplified divisions. Under both these aspects Greek drama has often proved a sensitive instrument with which to probe the experience of the Americas.
Varieties of the Americas
If we think of the early settler societies in the Americas, we can see that they can be Such communities have also been understood as 'postcolonial' in that they experienced a form of 'cultural cringe' vis à vis the European cultures. People of European descent in the Americas might variously celebrate their European identities, or resist them in favour of a newly developing 'American' identity, but in either case their identity was defined by relation to the European colonisers. In this vein, in the particular case of the USA, Ashcroft, Griffiths and Tiffin account it the first postcolonial society, insofar as it tries to develop a 'national' literature against considerable pressure from Europe: 'In many ways the American experience and its attempts to produce a new kind of literature can be seen to be the model for all later post-colonial writing ' (1989: 16) . Many commentators were quick to question this identification on a variety of grounds, and many would suggest further that the multiple forms of power wielded by the USA require more nuanced description. Jenny Sharpe writes that 'the term postcolonial does not fully capture the history of a white settler colony that appropriated land from Native Americans, incorporated parts of Mexico, and imported slaves and indentured labor from Africa and Asia ' (2000: 106) . White citizens of Early settler societies throughout the Americas may thus be considered as 'postcolonial' in divergent ways. If we examine these cultures, we cannot necessarily identify extensive reception of Greek drama, but we can see that colonisers were assisted in assuming superiority to the indigenous populations whom they encountered by the long European tradition of written literature and history. Whether British, Dutch, French or Spanish, the colonisers saw themselves as going into virgin nature and making it over into culture, entitled to ride roughshod over indigenous societies which were not recognisably literate. Within this cultural struggle, to be able to claim some kind of descent from classical Europe was to claim participation in the highest activities of humanity -a useful move when the colonisers were both fighting among themselves, as representatives of different nations, and unleashing epochal violence against indigenous people. As an acknowledged high point of European culture, Greek drama also became valuable over time to those non-European colonized who needed to transform the European inheritance to their own ends. This centrality of the classical inheritance is recognized by one of the first studies of postcolonial drama, which features a chapter on ancient Greek sources as well as on Shakespeare (Gilbert and Tompkins 1996) . Understanding of race is here shown to be entwined with the history of colonial and anticolonial struggle. But Winant also shows that the two are distinct from each other when he goes on to question how racial injustice persists in an era without empire. 'Empires have been ended and Jim Crow and apartheid abolished (at least officially). How then is continuing racial inequality and bias to be explained? ' (2000: 171) . Neither 'race' nor 'the postcolonial'
can be analysed without each other, but they are not the same thing.
African American classical tradition
The African American population of the USA is the most closely defined by the term 'internal colonization', and most extensively oppressed by the discourse of 'race'. When we turn to the reception of Greek drama within this population, there is a substantial critical discourse already in place. As the discipline of classics has become more open and demotic, in line with many other twentieth century developments, so it has elaborated an understanding of itself that modifies its traditional Eurocentrism, and it now pays sustained attention to reception in many global contexts. To an extent, the African American reception of Greek drama can stand as a case study for 'postcolonial' reception in the Americas generally, although as we shall go on to show, there are other dimensions in other parts of the continents. What is especially 'postcolonial' about African American reception is that the classics are acknowledged as part of the cultural equipment of the white Europeans who brought Africans to the American continent as slaves, so that the classics themselves cannot help but operate to some extent as a sign of subjugation. To take on this tradition within African American writing, then, risks internalising subjection; this is the problem 'inherent in every black humanism that inherits the legacy of Western canonicity and knowledge ' (Orrells et al 2011: 13) . Indeed, we could argue that the very gesture of focussing on African new attention to such dramas and offered theoretical models with which to address them.
Initially, Gilbert and Tompkins (1996) promulgated the model of 'canonical counterdiscourse', in which the colonized 'write back' to the imperial centre using the centre's own texts, the canon, against it; in the African American context the 'centre' would be the European tradition of classical culture, which would be the object of critique and protest.
The notion of canonical counter-discourse was criticized, however, for re-inscribing the centre-margins dichotomy which helped to fuel imperial fantasies of European domination in the first place. A few years after Gilbert and Tompkins, Kevin Wetmore (2003) Taken together, these scholarly works celebrate the creativity of African Americans in the face of a classical tradition that has often been interpreted as hostile to their interests, but they also implicitly question the usefulness of 'postcolonial' as a term of analysis, by repeatedly focussing on creative freedom rather than its constraints. They also implicitly question the category of 'African American' by making links to Africa, the Caribbean, and other societies that have emerged from colonial occupation. While the debate about identities and differences between 'African' and 'African American' has a long history of its own, it is rendered newly interesting by the latest contribution to reception of Greek drama in the Americas, Black Odysseys by Justine McConnell (2013) . This takes an explicitly postcolonial stance on its subjects, which embraces not only American writers of African descent but also writers in the Caribbean and South Africa. Crucial for this book is the fact that the 'postcolonial responses' to the Odyssey, including the dramatic, are found to be plural, and to 'differ radically from each other' (2013: 3). The increasing sophistication of analysis of postcolonial reception of Greek drama, in the Americas, has also offered increasingly finegrained descriptions which value differences as much as they do an emphasis on the shared experience of empire and subjugation.
Other American classical traditions
We suggested above that African American reception of Greek drama raises issues that are relevant to the rest of the Americas in their different experiences of colonization, internal colonization, and postcoloniality. This initial position must now be somewhat modified, because the African American case shows so many internal differences that it cannot immediately stand for all the other cases, and indeed is itself susceptible of several kinds of examination. In this context we may recall that 'neither the term postcolonial nor words such as diaspora, migrant, or transnational... [should be] used in such a broad way as to erase the many constituencies and communities of people' (Singh and Schmidt 2000: 39).
While the expansive, comprehensive terms of analysis are useful, they must almost always be modified in the encounter with a particular text. For our purposes, the reception of Greek drama in the Caribbean, or in Latin America, may sometimes be seen to overlap with African American reception, but must sometimes be examined in its specificities. Between the two American hemispheres, and slightly off centre from Central America, lies, of course, the Caribbean, where different and competing waves of imperial occupation have moved, serially, symmetrically or asymmetrically, island by island. In this geographically disparate and historically dynamic region, the postcolonial has some purchase.
Of all the plays that might be treated as representing the reception of Greek drama within the Americas, especially with a postcolonial slant, one of the most compelling is Derek Walcott's This danger is highlighted by a self-conscious strain throughout Walcott's Odyssey, whereby characters sense such repetitions. As readers or spectators, we are incited, even challenged, to identify internal echoes and equations. These two perspectives, from outside the play and from within, correspond respectively with the narrative perspective of Walcott's text, standing above the action, in a postcolonial scene occupied by Billy Blue, and with the dramatic perspective embedded within the action, where a violent colonial past and a decolonisation of the mind are experienced. One of the effects of recasting Odysseus as a dramatic character is that his narrative to the Phaeacians does not figure as qualitatively different from the rest of the action; it unfolds in the present like the rest, save for the slender narrative frame inhabited by Billy Blue. A crucial implication of this effect is that Odysseus's narrative to Alcinous's court is not set off as poetry, as it is in Homer's epic, and 
Beyond the postcolonial?
Postcolonial analysis has been crucial to the humanities in recent decades, but with its Globalized transnationalism offers to render the nation-state, as a term of analysis, redundant, thus decreasing the purchase of 'postcolonialism' as an apt description for the contemporary world.
Some commentators also suggest that globalization, understood in these ways, will put an end to race. Winant (2000: 171) outlines the position: 'Some would argue that since racial injustice is at least tendentially diminishing, the race concept is finally being obviated: This essay has canvassed some ways in which postcolonial analysis might be fruitful for assessing the reception of Greek drama in the Americas, but has also drawn attentions to limitations in 'postcolonialism' and to the ways in which the critical conversation is moving beyond it. We can conclude that it is appropriate to consider reception of Greek drama in the Americas under the heading of 'postcolonial', because the Americas are home to an incredibly diverse population which has been marked by a series of empires in a variety of ways, and because the Americas is a site in which colonial, postcolonial and neo-colonial tensions have been worked out in a plurality of forms since the inception of modernity. Yet how might the last two points raised, on globalization and neo-colonialism, be relevant for understanding Greek drama in the Americas? This chapter cannot, of course, anticipate the 29 findings of the rest of this volume, but we can say that the volume itself is driven by a comprehensively global notion of the Americas, paying attention to reception in numerous locations and offering a number of ways to read strategic similarities and differences. We can also see that many of the later receptions are produced by people of non-European descent, so that the issues of unequal political power, of hemispheric dominance by white USA culture, will be in play, even as many other issues, including those of class and gender, may clamor for attention. Conversely, the volume makes clear that Greek drama, with its relentless attention to political power and rhetoric, and its scrutiny of corruption of all kinds, can prove a sharp critical instrument for examining the Americas.
1
The distinctions that can be made between the terms 'colonial' and 'imperial' are not germane to our purposes here. Brennan goes on to suggest five different models of 'globalization', but they can be understood largely as occupying points on a spectrum between these two possibilities.
